when subordinated to extra-artistic ideologies, politically committed and tendentious, could still maintain its quintessential features, its ontological peculiarities and its purely artistic essence. Or to formulate it more precisely: whether it was possible for modern artists to reach the heights of creativity, to be innovative in the use of the plastic form and material, while conforming to the requirements of state patronage, accomplishing the iconographic programmes prescribed and complying with stylistic directives. The introductory essay in the catalogue -a lavishly illustrated and elegantly designed bilingual publication issued in Berlin ( The essay also quoted the Fűhrer's statement, which endowed art with preeminent importance, by comparing it to a "sublime mission bordering on fanaticism". 6 Rittich emphasised that the officially sanctioned style of the Third Reich was to be based on realistic figuration and solid craftsmanship. (Fig. 2) , and the head of Adolf Hitler sculpted by Arno Breker (Fig. 3) . striking and forceful. 17 The bulk of the reviewers, however, assessed both works as aesthetically poor and expressionless.
Submitting the language of sculpture to the discipline of propaganda was all the more apparent to Polish critics, as many commentators still remembered the first exhibition of modern German art To many commentators it seemed obvious that the purposeful eradication of the "degenerate art"
resulted in the eliminating of the specifically Nordic qualities from the German visual arts, the ones that had been best exemplified in the German Gothic and hence constituted the roots of Expressionism. "Clearing modern German sculpture of the elements supposedly alien to it, in truth cleared it mainly of all that was creative, genuine, and brave in it, of what accounted for its distinct national facet", remarked Wallis. 35 Paradoxically, however, the overemphasised gesture and petrified movement characteristic of the German statuary was regarded by some critics as the legacy of Expressionism. 36 In the opinion of others, the academic aspect of moderate when analysing Scheibe's work he would write that the artist "impressionises classicism", when dealing with Kolbe he would say that the artist "impressionises the Renaissance". 39 As a result of these observations, the vast majority of critics found it virtually impossible to indicate a range of morphological features that would be sufficiently homogenous to connote the notion of style, national style in particular.
As much as the Soviet exhibition proclaimed the cult of a robust proletarian, the German display 
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In general, though not unanimously, the reviewers agreed that contemporary German sculpture was exemplary of technical perfection. Some critics praised the mastery of the craft that was demonstrated mainly by the older generation of artists.
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The positive perception of the German sculptors'
technical skills was convergent with Rittich's conviction that technical dexterity and the respect maintained for the intrinsic qualities of the material stood out as the idiosyncratic features of German sculp-
ture. Yet, being aware of the "truth to material" principle, which was highly regarded in Poland as much as throughout the Europe of the 1930s, it was difficult to consider these traits specifically German. 44 The majority of critics asserted, as in the case of the Soviet exhibition, that harnessing art to the totalitarian yoke eliminated artistic experimentation and ultimately eradicated the sculptors' inventiveness, degrading the art of sculpting to mere craft. 45 "Art in the service of politics, acting according to its commands and within defined boundaries has always been a clumsy instrument. Art under dictatorship is simply nonsense"; such was the review for "The
Morning Daily", summing up the author's impressions under the meaningful title: "The Missed Shots of the Propaganda". 46 It is noteworthy that the most insightful commentators, who were engaged with the question of politicized aesthetics and the ideological appropriation of art conducted by state authorities, foreshadowed in many respects the present day state of knowledge on the cultural policies of the totalitarian and authoritarian regimes. 47 Using the analytical and descriptive terms peculiar to the critical narratives of the 1930s, the Warsaw critics did reveal the rhetorical dimension of propaganda art, its instrumental function, its servility to political aims and its goal of legitimising political power. 
